STEINA VASULKA 


Steina 


Staina's Lilith anes focaislare shifts ard frame-grabbing to enthrall our gaze, ta transis 

and hyppetize way then her protagonist, cobra-like, darts across the caradoxical landscace {that 
has hacome Steina’s aignature with a sibilant ard sabigueus voice, a image ustize indak sbi. 
the fact of presence, but - ironically and smpeesiiay ~ without the content or context of preserce 
Tony Conrad, 1987 | | 
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RR Yok and wWeody have been involved in vides for... 

av Ten years. 

ed ch that time you have made three majox moves, from the Kitcner 
An New York, to Buffalo, and now te Sanca Fe, New Mexico, What a:. 
You loosing for, or escaping from, or trying ta find? 


We have never lived permanently amywhere. Ff save been on the 
move since I was seventeen. When FT Lived in New York that wae tne 
longest Stable period in my life. % was here lin New York] seven 
years: Tutfslo was six years—it was admirable: Ft was time ta 
move, : chink reopie do that régqularly, It doesn’t: directly have 
tao da with the making, bute—-to ga from plisce to place—-it certainly 


iy 
<a 


wea 

changes it. 
RH In Mew York you crested your environment ar the Kitchen: in 
Butfalo there was already a suppirtive structure at the Universicys 
and now in Santa Fe you are creating from gseratch again. 
5Vv ft guess we have tS oreake our own fenwivenment | tut this time 
we are interested in creating a-more private environment, Altnougn 
we gre alresdy being aporsached by differant elements in the city 
ha soproduce and work on pro jects. 
RH What you and Woody work in is called “video. What that word 
means is not the Same thing to many people. What does it mean to 
Vou? . 
$¥ Vidro has a common denominator: the gignal of video. Tt is what 
fiim is to film. But otherwise, video artists have found various 
sreacive spaces within video. Let ma suggest a few categorias 
where Y chink most video ig being practiced. Some artists work 
with space that is given im Front of the Camera (abecural, where 
the @reative effart is in the arrangement of space, and the main 

snceren af the artist wha works in this arga cauld ke a performance, 
conceptual thought of an installation. Then there is another 
ceancercn; the use of the extended eye through camera, and as you 
kmow, that principle has been thoroughly explored in fiim. FF vou 
ao the other way, you get tm people who modify or modulate images, 
either gathered through camera or generated internally without 


any optical or @xtertial input. If you think about image generanian 
and manipulation, you get very involved in the control parc. IR 
anaiad Video it consists of waveform controls, and if almost 

Never repeatable. I is like s musical improvisation. at firss, 
khe motivation te get a computer was to program the waveforms .... 


RH But you still wanted— 


S¥o Ne. After we got the computer the concerns became totally 
aGifterenk. Before we could evan perfect the conmtrol af analag 
boule, we plunged inte digital ones, where in fact everything is 
a product of control. ft ig in "*nteractive resl time’ where fT 
Feel video becomes a Category apart from the others {film on ane 
side and computer graphics on tne other}. Everybody who works 
in video ingists on it, In fact, there is na otner, let us say, 
“tame lapse mode“ of vwideu~-uniess you go heyond personal gear. 
Fim “real time,” as real aS it can be, can never me inceractive 
in sense of its feedback loop to its image forming process, and 
and in this context it has always ita lapse. I would terribly 
wigs this axciting control mode .... 


RH Bat ail video artists don't work in real time. 
SY¥o They do. 
RHO Well ... Nam June Paik, for instance, edits. 


SV We can say that editing as inherited fram film may analyze, 

or rather, criticize the “real time” of a scene, but in our context 
where video and computer are side by side. we must discuss a quite 
divferant aspect of "real time.” The tacls we use, Video tape 
recorders, Camerag, @tc., operate in "real time“ as a tine in 
which signals propagate from input ta output. You must realize 
that thia term ia the technological one, vet it is placed in 

the competitive cantext with our momentary perception as a teol 

of single frame composition. One result of real time system 
pervormance is that yau Can Continuously madify the sequence, 

which in a process resembles the | pisying of a misical inatrument; 
which also gives you a great ameunt of variationa and immense 
capacity te discard unnecessary themes, So “real time” in sur 
cantext does not mean the “infinite take,” but the observation 

of image forming processes, which lack to us aS perceptually 
continueus, yet interactive in all modes, including the image 
forming. 

RM Many people have problems with the lower levels of information 
content in video. Fer you this ig not an issue ? 

S¥ The aesthetic and the induatrial drive 14 toward higher and 
higher resolution. Gbvicusly, video wants to get even with film 
to begin with. dur personal need tends toa be the Spposi te—~we 
have ta break down the video image to much less elements than « 
television camera offers. We must take this raed to work with 

our digital tools meaningfully. We mush sacrifice the resolution 
for speed (nacessary in ditital imaging}. £ 
moving image, and the pressure of cime is immense. ft is hard to 
imagine, but in microprogramming our device, a range of nana~ 
gecands is the area of our practical work. 

RM The low field rate, and low resolution then, aren’t crucial 

tea videe agsthetics ? 

SY There sre teo ways to answer the topic of “fleld” of “frame” | 
atl : 4 ‘ » * 

in television. The usual and most complete descriptive terminoiog 
is purely technological, referring to elements of television 

frame aS &@ Succession of two video fields, each containing 4 OF 
the information in relationship to @ach other, calied “interlace.” 
However, no aegthetic acesunt of the technologies we use has 
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We are worwing with Ltn 
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WOODY VASULKA 


ART OF MEMORY 


Riot only is Art of Memory Woody Yasulka's mast 
femieia' work, oUt if must be counted omong the mast 
oacchmed ond widely exhibited works in the history 
oi video art Thage and o hall years in the making, 
Act of Wemary bas won numerous awards and has 
heen extiiniad countess times graund the world 
Since is Peaneres i November 1937, There were 
Hee Ingior sources of inspiraten for the tope-- 
Vasulka's chiighood mamores of aswarcels af 
word conflict: histarion Frances Yestes’s heok The 
Art of Memory cael the engrovings of the 39th 
vantury Romantic ilusratar Gustave Dore. Wersuike: 
took fran: Yortes cent ony the ute of tus videatage but 

sisG One Of the tap e's Iwo organizing orincinies, that 
of “owiting thoughts into o fandscage.” Yates wees 
it The Arf ot Ademory chout maemonic devines used 
my Classiced Gineks ard Romans. in oregeration far 
Ais ong orotions, Tinera would watk through o 
tereple note the sumber cad positions of the 
columns, assigning to each column ang of thy tapes 
af fos apaech. By wswotizing his temple walk vwisee 
he Gabated, he could recall the paints of his speech 
woth perfection thet feft his ocpeonents defeaseloss. 
The mnemonic architectures in Vasulka's fone are 
anvercnels, poaey ls. toricd beats ----"" crema ies’ ot 
Majo contlicts of the FOth ceetury, World Wor tl 
orimarity, bur otses he Ruswan revolation ang the 
Sponish ae wor The inovies, photos, asd hock 
PUMQRAS 
SCPHAN. - instead are mapped onte shapes ar 
cbrects thot float above the lonitscope af thes 


ae 
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American Southwest or are conkeustions of it. 


vethny through history”) clo pot fill the 


he setond Grocnizing princinie was ta disciay 
theese image-catiuects in beri fet seqgeen TIE with Op Mtindgs 
ued closings. Each seqmant je composed of three 
Rlerasnis: the maye-obied that is to dsappeas, the 
image-obiact that will 
reglaece tt, nd a wipe thes 
performs o systactica! 
Operon of restacecant 
or succession ny maskin 
ene whde reveciing th 


othe: The wines constilyie 


yu Oy 


a vecdhulory of visuat 
Symcaes divided inte que 
different snapes with 


vis a duratans of 





oliow Vosulka ta regiace the direct cuts of 
conventional montage with complex transtations ce 
transmiutotions of imagery. into these structures 
Yosufka inzeris the newsreeis og what ke cotls 
“tares” with a neeeahee furcion, He “performs” 
the images os one performs aotas in « musica 
cpnpesition. The cesulting vicual drama is one of 
discontinusty rather then cats! tinearty, The 
Segments vee organized into siz moier 
megvernents—an introduction, Eusnpaan theater, ihe 
atomic era, the Sposish civit war, the Russian 
rewadutian, the wear in the Pacific, and an epiingue 
whech Veisetke cedis tha “cetheresis "They reiceveersanis 

are demarcated by a sound dike the door af o great 
vault samming shut ae oo Glack vane choses down 
ever the seqment’s frail image. 


The one direct cut in Arf of Mamary occurs when a 
winged figure insgires ty an iircseye bie Gustave 
Dore’s Paradise host fhes over the ragn Yasuko 
rotle “the witness,” the ortist’s altes-age.t The winged 
Rgure could he imprpreted as icorus ar an Angel of 
Deoth, but for Yesulke he simply ranreseets the 
melenkysita! wodd, which cust share the burden of 
responsibility for Bie vislence and cruelty of hurnan 
nature. The apiague represents for Vasulke a 

mMharsis of the inner conihet that manifests itself in 
the oiter cankket of wor. 


Vosulke used a vanaly of sachisicaiad electronic 
instruments to create 4rt af Memory’s spectacular 
Images ond sounds, which have heen so heovily 
processed that ther: oriqeegt fore is offen 
unrecognizabte. it will interest the viewer to know 
that the four faces «y the lower ng of he codogue, 
the convelzve durcer confined in a hex, aad the 
witness whe earlier: scoffed at Destiny is the farms: of 
the winged Ngure are Gi 
the some pnersan 
gerformance artis Garis! 
Nagrin, Ane mst at the 
een THI SOU incthrack Woy 
aiso derived from a single 
source, the wage of Sante 
se atst and poat Dore 
W ross reading har poetry. 


---- Gene Youngbioor 
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